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1927 No. 4, and not October, 1927, 
as this might cause confusion with 
the October Number of past years 
which was the third Number of the 
year and not the last. 
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ment very materially if they will kindly 
send in their Subscriptions immedi- 
ately on receipt of the present issue, 
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quently, the time available for pre- 
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limited. 
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The attention of Sub- 
scribers is particularly 
called to the important 
Announcement appear- 
ing on page xxx of 


this Number. 


SUARTEREY NOTES 


Dye bir Be DET OR 


fy may read in every history of engraving, 
KR and have accepted the fact as one of the 
f) indisputable landmarks in mapping out the 

1 development of the art, that the first etching 
with a date is the unique print by Urs Graf, dated 
1513, at Basle, which represents a woman bathing her 
leg. It is well known by the reproduction in Pauli’s 
“Inkunabeln der Radierung ” (1908), and has passed 
thence into various handbooks on etching. On the occa- 
sion of a recent exhibition of the work of Urs Graf 
at Basle, which must have afforded a splendid oppor- 
tunity for the study of a draughtsman and engraver 
who stands, with his more refined contemporary 
Niklaus Manuel, in the front rank of the native artists 
of Switzerland, Herr Koegler has written a catalogue 
beautifully illustrated and admirable in almost every 
respect, but containing a repudiation (pp. 10 and 95) 
of the date 1513, on this celebrated etching, against 
mulemelteel ‘bound to protest. It suits all Herr 
Koegler’s theories about Graf's development, and 
the modifications that his signature underwent, that the 
date should be 1523. The shape of the fluttering scroll, 
the silhouette of the figure, the architecture and the trees 
in the landscape background, the use of a cipher in the 
inscription (to be read as VRSVS. GRAF. VON. BASEL), 
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are all to be paralleled in works of 1523. That is quite 
evident. But the date is 1513, and 1513 it remains, 
whatever Herr Koegler can say. “ We” have been 
the victims, he says, of a conscious deception. But we 
may be sure that Urs Graf thought very little about us, 
and whom of his contemporaries would he have deceived, 
or wanted to deceive, in 1523, by dating his etching ten 
years back? This is clearly a case where the historian 
must adjust his theories to the facts, and not twist the 
facts into compliance with his theories. “ Stilkritik ”’ 
has its limits. 

In the “ Studio ”’ series of “ Modern Masters of Etch- 
ing,’ edited by Mr. Malcolm Salaman, the most recent 
volumes (5/— each) are those on Alphonse Legros and 
Edmund Blampied. Mr. Salaman writes on both with 
his usual warm appreciation, and the specimens of both 
artists are chosen so skilfully and reproduced so well as to 
show them in the most favourable ight. Mr. Salaman 
was the first critic to discern and commend the now 
popular etchings of Edmund Blampied, a native of 
Jersey, who at the age of forty has produced just 100 
plates, many of which were described by Mr. E. L. 
Allhusen in a recent number of the QUARTERLY. The 
whole of them have now been reproduced in a complete 
catalogue compiled by the writer of these notes and 
published by Messrs. Halton and Truscott Smith 
(6 gs.), with an original etching as frontispiece. 


Just too late to be noticed in the last number, we 
received an admirable catalogue of the etchings of Albert 
Besnard, by M. Louis Godefroy, which ranks as the 30th 
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volgmesonm M: Loys Delteil’s © Le Peintre-Graveur 
Illustré.” It is fully up to the high standard of that 
series, and is much more complete and more fully 
illustrated than the somewhat amateurish and badly- 
arranged catalogue by M. Coppier on which we had 
previously depended for information about the work 
of this eminent etcher. M. Godefroy describes 199 
etchings, down to 1925, and three lithographs. It is 
matter for congratulation that M. Je Baron J. Vitta 
has now consented to the complete reproduction of the 
wonderful series Elle, a modern ‘“‘ Dance of Death,” 
of which he owns the plates. One of three sets printed 
on old paper of the second state of E//e has been acquired 
this year by the British Museum. A few of the drawings 
for this series are reproduced with the etchings in M. 
Godefroy’s book. 


The projected publication, foreshadowed in the 
February Notes, of a magazine devoted to drawings, is 
now an accomplished fact, and I commend to the 
attention and support of readers of the QUARTERLY 
the new quarterly periodical Old Master Drawings 
(annual subscription, 1 guinea), edited by Dr. K. T. 
Parker, and published by Messrs. Batsford, of which 
the first number, with twenty plates, appeared in June. 
It will be edited on scholarly lines, and will furnish, as 
time goes on, a large amount of interesting and hitherto 
unpublished material for study. Every Continental 
and American art library should have it. 


Another addition to the ranks of the quarterlies is 
The British Museum Quarterly, of which two numbers 
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have appeared (printed by the Oxford University Press 
and published by the Museum; 8/- yearly). Edited 
by the Director, it contains illustrated articles by the 
Keepers on the most important acquisitions of their 
departments during the past quarter, with notes on 
exhibitions, official publications, and the like. It 
resembles, to some extent, though appearing at longer 
intervals, the Bulletins issued by the leading American 
Museums, and is a great improvement, from the reader’s 
point of view, on the dry old blue books issued by the 
Stationery Office on the authority of Parliament, and 
not even obtainable at the Museum itself, which used 
to appear every July, relating to the year before, and 
had in recent years been cut down by the axe of economy 
to a few skimpy pages of statistics. 


“ How to Distinguish Prints” (21s.) edited by E. 
Hesketh Hubbard, is published by the Print Society at 
Woodgreen Common, Salisbury. After a preliminary 
essay by the editor on the classification and history of 
processes, many separate essays written by engravers 
who belong to the society deal with all the processes of 
engraving now in use, and each is illustrated by a 
reproduction of an example of the process, followed 
by a detail of the same example, both from the plate 
and from the print, enlarged to show more clearly the 
different lines of engraving, etching and dry-point, 
the different grains of aquatint, mezzotint and litho- 
graph, and so forth. The technical descriptions seem 
Jucid and practical, and the book will be useful to 
novices both in engraving and collecting. At the end 
comes a glossary of technical terms, followed by an 
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ambitious but ludicrously inadequate attempt to 
render them into French and German. “‘ Compensation ”’ 
as a French translation of “ offset ’’ is perhaps the 
funniest effort, but “‘ zu wenig gewaschen ”’ as a render- 
ing of “ underlaying ”’ is hard to beat. The translator 
of “end grain’’ by “ das Marmorieren ”’ cannot have 
had the faintest idea of what he was about; the corre- 
sponding term in the French vocabulary is “ bois 
debout ’’! Let me advise the editor, if he reprints the 
book, either to suppress these vocabularies or to get 
them revised by someone who knows what words are 
actually used (for instance, ““Grat ”’ for “ burr,”’ “ kalte 
Nadel” or “ Trockenstift”’ for “ dry-point,”’ “ Ex-libris ”’ 
for “ book-plate ’’) and does not rely only on the dic- 
tionary for finding out. 


Readers are informed that after 1926 it is our in- 
tention to issue the QUARTERLY at four regular intervals 
in January, April, July and October, and so to do away 
with the anomaly, as it seems on this side of the Atlantic, 
of allowing six months to elapse between the publica- 
tion of the second and the third number. If, in spite of 
every excuse for oblivion, they have not forgotten all 
about us during one of these intervals, we are grateful 
for their loyalty. 
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By ethic CC. FRANCIS 





0) from his brother, the painter Louis-Gabriel 

See Moreau) was born at his father’s house in the 
rue de Buci in Paris on March 27th, 1741. 

Somewhat dull at school work, Moreau was never- 
theless adept at sketching, and early determined to 
become an artist. At the age of seventeen he accom- 
panied the painter Le Lorrain to St. Petersburg. Three 
years later, on the death of Lorrain, he returned to 
Paris, entered the workshop of Le Bas, and signed his 
first engraving. From 1761 to 1764, Moreau was 
occupied preparing plates for various engravers. He 
etched, amongst others, La Bonne Education, La Paix 
du Ménage and La Philosophie endormie after Greuze. 

During his fairly long life, Moreau made designs for 
a great variety of subjects and his engraved works are 
said to total about eighteen hundred plates. Besides 
his famous larger drawings and book illustrations, there 
is a piquant array of subjects. These include title- 
pages, tickets for concerts and aviation meetings, 
delicate fleurons, culs-de-lampe, vignettes, frontispieces, 
headings, ex-libris, menus and trade cards, political 
caricatures, coats-of-arms, designs for screens, sketches 
for racing cups and ladies’ headdresses. 
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As’a general rule he drew in pencil or pencil and 
chalks, and lightly tinted the faces of his figures in the 
Ienglish eighteenth century manner. Bistre was his 
favourite medium, and this he used with great effect, 
varying it from a sunny or golden yellow to a strong 
tone, admitting of chiaro-oscuro effects. This contrast 
of light and shade is most marked in Les Adveux, 
La petite Loge, and amongst smaller designs, in The 
Quarrel for the “ Heloise.” 

In 1765, his marriage with Francoise, daughter of 
Dominique Pineau and Jeanne-Marine Prault, deter- 
mined, or very greatly influenced his career. Francoise 
was the grand-daughter of the famous publisher Pierre 
Prault, and niece of his successor Laurent, and her 
husband was henceforward incessantly employed on the 
illustration of books. In this same year he designed the 
title-page for the ‘“‘ Pastor Fido” of Guarini of which 
Lady Dilke writes, “I do not think that in the whole 
range of this lovely form of art there is anything more 
finely touched than the voluptuous movement of the 
two doves, who, nestling down on the quiver and arrows 
in the centre, give each other the kiss of love.” 

Then, in 1766, followed the exquisite title-page and 
illustrations for ‘“‘ Les Graces’’ of Du Querlon, the 
drawings for the famous Ovid, for Basan, the engraving 
(after Le Paon) Revue de la Maison du Rot au Trou 
d’enfer, the designing and engraving of all the tail-pieces 
for Prault’s edition of the ‘“‘ Histoire de France’ by 
President Henault. 

The beautiful drawing Vue de la Plaine des Sablons 
seems to have been the most important work produced 
in 1767, and now the artist, at the age of only twenty- 
seven, etches the plate of Le Coucher de la Mariée (the 
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ILLUSTRATION FROM ‘‘ LA NOUVELLE HELOISE,” by J. J. Rouseau, 1774-1783. 
Engraved by N. pe Launay after J. M. Moreau 


Size of the original engraving 181X134 mm. 


213 


title on the plate is “‘ Le Couché de la Mariée’’), perhaps 
the most attractive that ever passed through an en- 
graver's press and one of the most famous and desirable 
prints of the Louis XV. period. 

Only twenty-four impressions of this etching were 
taken. The “ Mercure de France” of Sepiemipemmn a | 
advertised the engraving as follows: “ Moreau le jeune, 
one of the best pupils of Le Bas, has undertaken the 
etching: Simonet is finishing it with the burin. No 
doubt the subject, as well as the delicate and careful 
execution, will appeal to amateurs. Who could call 
the scene otherwise than sweet and pure? The bride 
shows feeling, the young husband swears he will love 
her always ; the mother and the maids give movement 
and brightness to the composition. And what a 
splendid apartment, what wealth of details.” It is 
indeed a majestic example of Louis XV. style. Here 
the real almost assumes the expression of unreality. 
The detail classic throughout and the atmosphere 
mysterious and looming, remind inevitably of Piranesi. 
Baudouin has thought of every detail without unduly 
crowding the scene; the Aubusson carpet, the huge 
canopied bed, the carved mantelpiece and fluted 
Corinthian pilasters, the Boucher ceiling, and the ex- 
quisitely carved wreaths resting on their urns high up 
against the vault, and falling from parapet to cornice 
and from cornice to entablature, undulating to caress 
mirror and pilaster, and rising again above the overdoor, 
to be held by Cupids who steady the family shield in 
its place. 

These superb gilt wood garlands are nowhere to be 
found to-day, except as shattered relics; their story 
is told only in the prints after Baudouin and Lavreince. 
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THE QUARREL (“ La Nouvelle Heloise,” by J. J. Rouseau, 1774-1783). Engraved by 
Le Mire after J. M. Moreau ; 


Size of the original engraving 182X136 mm. 
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Their purpose was to evolve an arresting scheme of 
decoration over a whole apartment, in contrast to the 
carvings of Grinling Gibbons, whose work emphasised 
and embellished details. 

The best French authorities assign chief credit for 
Le Coucher to Moreau and by reason of his very personal 
handling, the figures of the lovely group (they are 
obviously connected with preliminary studies in his 
sketch books) become his own, and the subject rightly 
belongs to him as much as to Baudouin. Moreau 
effected an almost equally satisfactory result when, 
two years later, he etched Le Modele Honnéte, a gouache 
showing us the fashionable atelier of the time, after 
the same artist. 

The year 1770 saw the birth of his daughter and his 
appointment as “ Dessinateur des menus plaisirs du 
Roi.”’ 

The exquisite design and etching known as La 
Cinguantaine or the Golden Wedding, appeared during 
1771, and the success of this lovely work, intended as 
the title-page of Desfontaine’s pastoral “ La Cinquan- 
taine,’’ set to music by La Borde, caused the latter to 
commission Moreau with the ilustrations for his 
‘Chansons.’ La Cinquantaine must take a high place 
amongst the most beautiful prints of the period. It is 
very rare and even in France seldom to be found. 

In many of Moreau’s larger compositions important 
figures are perforce reduced to minute size, but he 
invariably succeeded in retaining the likeness by the 
use of external outlines. The Sacre de Lous XVI is a 
typical instance of this, and so perhaps to a lesser degree 
are the four famous drawings L’Arrivée de la Reine a 
V’ Hotel de Ville, Le Feu d’ Artifice, Le Festun Royal and 
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Le Bal Masqué made by him in 1783, but the beautiful 
water-colour drawing of the supper party given by 
Madame du Barry to Louis XV. at Louveciennes, on 
December 27th, 1771, now hanging in the Louvre, is an 
even better example. The scene is the grand dining- 
room of the pavilion, about a score of persons are 
seated at the supper table, while round about are a 
swarm of lackeys and Gardes Suisses. The King sits 
with a sad expression, aloof from the surrounding gaiety. 
On his right is Madame du Barry, and one can dis- 
tinguish even her diamond earrings and the necklace 
on her bosom. Her neighbour is a nobleman wearing 
the cordon bleu, probably the Maréchal de Richelieu, 
and next to him a lady who turns and places something 
in the hand of Zamor, Madame du Barry’s Indian page. 
One servant approaches the hostess, a dish in his hand, 
and is saying something to which she gives much 
attention, while another bears a little greyhound in his 
arms. A dazzling clearness, rendered by the painter 
with brilliant effect, permeates the room and reflects 
the spirit of a scene, teeming with life and gaiety. 

The next three years, 1772 to 1774, saw Moreau 
engaged on book illustration. He designed and engraved 
twenty-six drawings for “* Les Chansons ’’ and followed 
these with the charming series for the Moliére of Bret 
and for the lKousseau (Brussels edition 1774-83). 
These latter, and in particular his interpretation of “* La 
Nouvelle Héloise,’”’ must rank amongst his greatest 
achievements, and as perhaps the finest book illustra- 
tions ever produced. The tale may have made some 
special appeal to his sensitive nature. ‘‘ The speaking 
gestures reflect the story, the burning lines burn again 
in the impassioned looks.’’ He had various transcribers 


217 


+) 


aD ee eee 





1 
i] 


Moreau 


M 


Etched state by J. 


LE COUCHER DE LA MARIEE 


Size of the original etching 386 x 306 mm. 


8 


| 


Z 





LE COUCHER DE LA MARIEE. Engraved state by Simonet after J. M. Moreau 


Size of the original engraving 386 x 306 mm. 
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in this branch of art, but on the evidence, Nicholas de 
Launay, Le Mire and Simonet were the most sym- 
pathetic. Generally he is at his best when dealing with 
people of his own day, wearing the costume of the 
pericd. 

The appointment of Court draughtsman spurred 
Moreau on to his finest works ; his powers now reaching 
maturity, his name renowned, attracted a public eager 
to buy the books he illustrated. His methods changed ~ 
somewhat, and he found inspiration in Greek ideals of 
form. The man who created scenes and actors, pictured 
also the vivacities of fashion; but the design of costume 
was only one of his many talents ; architecture, at that 
time the attention of every painter of note, was another. 

Probably no artist of any time has taken such infinite 
pains with his backgrounds which contribute much to 
the interest of his groups. The mouldings, balus- 
trades and porticoes one sees might be set up from his 
models; the cabinets, chairs and screens must have 
been sought out with fastidious care to harmonise with 
the scenes and their settings. And withal, Moreau was 
as truthful in his reproduction of figures and surround- 
ings as Chardin was before him. 

In the full maturity of his powers, and by reason of 
his office, there came to Moreau a great opportunity— 
the spectacle of the Coronation of Louis XVI at Kheims 
in 1775. Here-we’ must quote lady sijit Seen. 
rendering of this subject embodies a moment of exalted 
vision in the most impressive character. No scene of 
royal pomp has ever been depicted with greater perfec- 
tion and fulness of insight and with more exquisite and 
masterly art. The conception of the magnificent picture 
by David of the Coronation of Josephine by Napoleon 
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is not of a higher order. The Sacre de Louis XVI is the 
apotheosis of the old régime seen in all the blinding 
glory of royal state and consecrated by the holy magic of 
the church. The pictorial effect of the composition is 
far finer than that achieved in any similar work by 
Cochin. The attention of everyone being concentrated 
on the King, there is, indeed, no room for the amusing 
by-play which entertains us in the Bal Masgué but 
this is more than compensated for by the representative 
character of the various actors.”’ 

We must be allowed to differ in one respect only, 
Attention is not fixed upon the King, who seems lost 
in the press of prelates and court dignitaries who stand 
about him. The group of noblemen in the foreground 
dominate the scene, both by their artistic importance 
and vivacity. They seem foregathered there as not- 
very-interested spectators, conversing together with 
modish elegance, and caring little for the solemn 
significance of the ceremony: only those chiefly con- 
cerned seem to be absorbed. Is it possible that the 
artist introduced a note of sarcasm into the picture or 
that he merely drew what he saw? Suffice it to say 
that no study of such a subject (more than 500 people 
come into the design) has ever been portrayed in so 
masterly a manner. 

Tiesirst twelve plates. for “Le Monument du 
Se-tuine (or to ceive the work its full title, “ Suite 
d’Estampes, pour servir a l’histoire des meoeurs et du 
costume des Fran¢ois dans le dix-huiti¢me siécle, année 
1774’), designed by Freudeberg, were published in 
1774-5. Between 1775 and 1783, Moreau worked 
for his father-in-law Prault on the drawings for the 
remaining twenty-four designs. 
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The result is a masterpiece, comparable with the 
greatest achievements of French art of any age, and 
written of thus by Lady Dilke, “‘ This costly and splendid 
publication is not only the most vitally real, but, in 
certain aspects, also the most dignified representation 
of the days of Louis XVI.”’ 

The exact reason for the change of artist is unknown 
to-day. Prault’s advertisement read: “To obviate 
the dryness of merely descriptive prints and meanwhile 
to convey an idea of the manners prevailing in our 
time, each scene has been derived, as before, from the 
daily life of ladies of rank. . . . Having endeavoured 
to portray with even greater accuracy some well-known 
personalities, as well as the dresses and furniture of 
1775 and 1776, we feel convinced the public will acknow- 
ledge the superiority of the second over the first part 
of the work.”’ 

Does the reference to greater accuracy and superiority 
mean that the first series had not satisfied the editor 
and publishers, or did Freudeberg voluntarily relinquish 
the task ? 

While Freudeberg certainly made no attempt to 
introduce personality into his rather rigid-looking and 
featureless figures, Moreau justifiably confident, follow- 
ing his work on the Songs of La Borde and the Brussels 
edition of Kousseau, revelled in the joy of creating scenes, 
actors, real or imaginary, costumes and accessories. 

If some considerably surpass others, nearly all the 
groups executed by him are triumphs. Possibly they 
were not intended to record any particular event, 
reception or assemblée, but as the prospectus hints, 
certain of the characters are endowed with a personality 
which stamps them as portraits. A certain uniformity 
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DECLARATION DE LA GROSSESSE, by P. A. Martini after J. M 


Size of the original engraving 268 x 215 mm. 
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of expression pervades some of the faces, the women 
particularly, but others stand out with considerable 
distinction. 

In the first twelve of his drawings. Moreau shows us 
the young gentlewoman, called away from the frivolity 
of her social circle, for a brief while taking on the cares 
of motherhood, and then returning to her flirtations at 
the theatre and her meetings in the Bois. In the second 
twelve, the dandified youth developing through various 
stages of self-indulgence, till he becomes the not-much- 
married man. 

Evidently feeling a few of the subjects to be a little 
dull, the artist makes amends with the delightful Oui ou 
non, La Sortie de lL Opéra, La petite Loge, and Le Souper 
fin. These four, together with La Partie de wisch from 
the third, and Déclaration de la Grossesse, Les petits 
Parrains, La Dame du Palais de la Reine, C'est un Fils 
Monsieur! and Les Adieux from the second series, are 
by general consent outstanding on account of beauty of 
subject and perfect composition. 

N’ayez pas peur, ma bonne amie is a good example 
of Moreau’s inimitable manner by which with sure 
perception he was able to portray without a false note 
men and women of gentle birth. The high-bred ease 
of attitude, poise of heads and figures, and expressive 
play of the hands, are charactcristic. 

It is well to consider a few points of interest in con- 
nection with several of the designs just referred to: 
La Déclaration de la Grossesse is wonderfully fine in 
composition and in the opinion of the writer ranks as © 
one of Moreau’s most perfect achievements. 

The influence of Piranesi is markedly strong, and the 
inspiration, which Moreau drew from this great artist, 
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has been altogether underrated. The only fault (if 
fault there be) is that the panel on the wall and the leaf 
of the screen below finish so exactly on the margin 
of the picture. 

The panels and carved overdoor, in the manner of 
Lalonde or Jtoubo, remind us of somewhat similar 
beautiful work at Fontainebleau, while the Beauvais 
tapestry screens, armchairs, table and reticule are 
designed with exquisite taste. | 

Screens were almost essential in these spacious rooms, 
with their lofty windows opening to the floor, and 
besides adding to comfort, they provided a certain 
privacy from unwelcome guests or visitors. 

The man of medicine portrayed 1s said to be the famous 
Swiss physician, Théodore Tronchin (1709-1781), a 
man of international reputation and a friend of Diderot, 
Rousseau and Voltaire, who called him “ drinkwater 
Apollo.”” It was he who, asked as to the merits of a 
certain fashionable drug, replied “ Hasten to take it, 
whilst it cures.” 

Another authority considers it more likely that 
Moreau has here introduced the profile of Dr. Lorry, a 
contemporary fashionable accoucheur, rather than that 
of Tronchin, who seems to have been more in demand 
as a spiritual adviser than as a physician. 

Iestif de la Bretonne’s comment on this plate, “ By 
dint of maidenly reserve, candour and judgment a 
wife may long retain her husband’s love,”’ is interesting. 

The figure of the younger sister, sent to another room 
while the discussion is going on, recalls a similar one 
in the Moliére of Bret. 

In C’est un fils Monsieur ! the decoration of the room 
is characteristic of the period. Notice the rather over- 
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LES PETITS PARRAINS, by C. Baquoy and Paras after J. M. Moreau 


Size of the original engraving 270215 mm. 
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crowded hanging of the pictures and under the delightful 
table, a chanceliére, a very necessary article of furniture, 
at any rate in winter, for an eighteenth century library ; 
these came into vogue following the presentation of an 
ermine-lined foot-muff to Louis XV, by missionaries 
returned from China. The animated gesture of the 
seated figure recalls Moreau’s drawing of The Quarrel 
for the “ Heloise,’’ and the superb draughtsmanship of 
the hands equals the work of Kichard Cosway, a past- 
master in this particular. The vivacious maid heralding 
the news, hails unmistakably from the Coucher de la 
Marvée. 

Les Petits Parrains. Moreau obtains great effect by 
the contrast of the huge carriage wheel, deep in shadow, 
and the figures of two children, in particular the dainty 
little girl. He draws with characteristic precision the 
rattling pavement dating from the time of Louis XIII. 
The scene may be the town house of the Marquis 
d’Entragues, now number 12 Rue de Tournon. If this 
is so Moreau has altered the balustrade along the stairs, 
for the work of the cast iron moulders of the time of 
Louis XV, possibly from the designs of Blondel, is not 
so elaborate as he has made it. Carriages of the period 
were used almost exclusively for ladies, or to go out in 
at night ; a cabriolet was de rigueur for the morning 
drive ; a phaeton or barouche for the country; anda 
Sedan chair for going to court, while sledges of fascinat- 
ing shape designed by such artists as Meissonier had a 
vogue in winter. 

La Dame du Palais de la Reine. The scene is the 
vestibule of the Palace of Versailles and it is very 
probable that the principal figure is that of the Duchesse 
de Pohgnac, bosom friend of Queen Marie Antoinette 
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and governess to the Royal children. Moreau here 
composes with his usual.mastery. Giving full dignity 
to the central figure, he crowds several others on the 
side where the huge pannier puffs out the gown at the 
hips, thereby rendering less conspicuous the contrast 
between the slight waist with its closely fitting bodice 
and the great hooped skirt. The high-feathered coiffure, 
the suéde gloves, the little fan and the tiny needle- 
pointed shoe, each is drawn with such keen insight as 
to make this the finest fashion plate of Versailles gala 
dress that we know. The little boys preceding the 
Duchess wear the uniform of Queen’s pages. 

english authors of works on French line engravings 
describe Les Adteux as the finest examplewmiig 
engraved work of the period, and probably they are 
right, at least as far as Itnglish taste is concerned. 
The chiaro-oscuro is perfection—the heavy shadows of 
the corridor, the lightness of the embroidery on the skirt 
and underdress ; the silhouetted profile, instinct with 
life, of the formally courteous husband, as, anxious to 
miss no more of the performance, he steps impulsively 
into the box; the brilliantly lighted interior of the 
Opera House; the figures of the gallant, snatching a 
first favour from the young wife, and the “ ouvreuse,”’ 
placed as in the Dame du Palais to lessen the contrast 
between skirt and bodice—all are rendered with con- 
summate skill. 

The Petite Loge would be perhaps the most attractive 
composition of the series were it not for the rather ugly 
old matron. Notice the clever contrasting between 
the bright glow which shows the occupants of the 
ordinary boxes, and the designed twilight of the stage- 
box provided not only with an interior curtain to screen 
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LA -PETITE LOGE, by P. A. Marrini and Paras after J. M. Moreau 


Size of the original engraving 266x224 mm. 
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the door, but also with a blind in front to protect the 
owner from too-inquiring eyes. 

Bourcard refers to the surmise that the gentleman 
patting the dancer’s chin represents the Prince de 
Soubise, but if so Moreau must have rejuvenated him. 
From another source comes the supposition that the 
principal figure is a portrait of Mlle. Guimard (1743- 
1816) the famous danseuse of the Opera House. : 

The graceful figure in Our ou Non bears a striking 
likeness to Marie Antoinette and seems to be an 
enlargement of the diminutive head of the Queen in 
Moreau’s Sacre de Louis XVI. It has been suggested, 
but with a disregard of dates, that we see here the 
meeting at nightfall in a grove at Versailles between 
Rohan and Mlle. d’Oliva, who impersonated the Queen- 

The Sortre del’Opéra is without doubt one of the rarest 
and most beautiful of the set. Lady Dilke calls it “ the 
gem of the series,’’ but the scene does not represent a 
wedding, as she suggests. It was customary for a bride 
in Parisian society to attend the performance at the 
Opera, on the first Friday night after her marriage. 
There is a possibility that Moreau here indulged his 
humour at the expense of the recently wedded Duc 
de Lauzun. At any rate the Abbé who follows and the 
expressive figure in the background are surely drawn 
from the life. 

English writers on French line engravings, while 
praising the high quality of the work, have remarked 
on the “sameness ’’ of these engravings after Moreau ; 
going so far as to say that, were it not known to be other- 
wise, it might be supposed that one or two engravers 
were responsible for the whole sequence. It would, 
however, be difficult to imagine a satisfactory result 
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had these. exquisite sepias been handled by sixteen 
burinists, each determined on asserting his independence ; 
perhaps interfering with or disregarding subtle tones, 
play of light and shade, and thereby destroying the 
harmony of the series. Other reasons for this general 
level of excellence are, that unlike most of his contem- 
poraries Moreau made such highly-finished drawings 
that nothing was left to the imagination, and that, 
having chosen the engravers and allotted to each what 
he considered best suited to his talent, he supervised 
the transcription. 

Several prints from the last series, not so pleasing as 
most—-for instance, La Course des Chevaux: Le Pan 
gagné and Le Vrat Bonheur—are rather scarce. The 
probable reason is that, as the subjects were issued 
separately, the more attractive were laid away in port- 
folios and escaped the general destruction of French 
eighteenth century engravings that was to take place 
a few years later. The Sortie de VOpéra and the Petite 
Loge are nevertheless the rarest of all. 

Moreau’s visit to Italy in 1785 went far towards 
destroying his genius. His talent was too delicate to 
withstand influence, and he became imbued with pseudo- 
classic ideals. He stifled his own emotions, and some- 
thing of a revolutionary at heart, he joined the reaction 
against the outward show of the ruling classes. 

His reception by the Academy, where he fell an easy 
prey to the classicism of J. L. David, took place in 1787, 
and his election as a full member followed in 1789. 

If the thread of his genius had already been snapped, 
the storm which now broke—and on whose coming he 
seems to have looked with pleasure—overwhelmed him 
financially and prevented either the hope of, or the 
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SOUPER A LOUVECIENNES. Water-colour drawing by J. M. Moreau, Musée du 


Louvre 
Size of the original drawing 305 x 264 mm. 
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necessity for, a return to his former inimitable manner. 
When he did make some attempt, there was no demand 
for his work. He awoke to find himself fettered by the 
new order, and he had to take up the burden of a new 
existence and found it too heavy for his strength. 

In 1798 he was appointed Professor of Drawing at 
the Paris Central School, and is said to have had 2,000 
pupils ; while under the Empire he made a futile effort 
to renew his success as a book illustrator. 

In 1814 Louis XVIII restored to him his old appoint- 
ment of Court draughtsman. This was only a few 
months before he died. Letters which have been pre- 
served show the old artist to be in the direst straits ; 
attacked by cancer in the arm, he is unable to work, 
and makes a piteous appeal to his friend Renouard., 
Broken at last by poverty and illness, he must have 
looked back with longing on the early days of his 
tenacious life. He may have heard the impatient voice 
of his forsaken genius calling him. During his latter 
years, he saw nothing but a pitiless hubbub of humanity, 
full of unrest and so lacking in perception as to be un- 
likely to awaken in him the genius which perhaps still 
 slumbered there. - | 

When we look at them, the delicate and alluring scenes 
born under the magic of his hand will bring home to us 
the loss we have sustained by the untimely overthrow 
of his career, and at the same time ensure our remem- 
brance of work which, in certain characteristics, has 
never been surpassed. 
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PORTRAIT CARICATURES BY THE 
DIGHTONS 


(Continuation of list from previous number) 


Vee I rON TO LIST OF PLATES BY ROBERT 
DIGHTON. 
1808. 
No title. A man leaning on his stick and extending his |. hand, 
Note.—Among Robert Dighton’s earlier work there should also be mentioned 
a number of the small mezzotints of town types and everyday happenings 
published by Bowles and Carver, Robert Sayer and others. The majority of 


the plates are anonymous, a few are signed ‘‘ Dighton del.’”’, but probably a 
greater number than these are after drawings by him. 


ie Plates SIGNED DIGHTON, /UN., R.. DIGHTON. 

Mewes oIMILAR UNSIGNED PLATES PUBLISHED 

Bye IGHTON or DIGHTON, JUN., circa 1800-1806. 

UNDATED. 

MS. title. An Officer in the 7th Lt. Dragoons from Life (Barne ?). 

Mp. title, An Officer of the Foot Guards from Life (? Capt. 
Brian). 

MS. title. An Officer of the seventh Light Dragoons (on horse- 
back) (Major Calcraft or Stretton ?). 

MS. title. An Officer of the seventh Light Dragoons (standing) 
(Major Calcraft or Stretton ?). 

A Noble Commander (Lord Cathcart). 

MS. title. A St. James’s Volunteer taken from the Downs 
(? Major Downs). 

MS. title. An Officer in the Ft. Guards (Sir Thomas Dyer, Bt.). 

MS. title. An Officer of the 15th or Kings Hussars taken from 
Life (Major Forrester). 

MS. title. An Officerof the 7th, or Queens Hussars taken from 
Piice(Genl oir Edward Kerrison, Bt.).. 

Lord Leslie (Large plate, 15in. by Yin., signed Dighton fecit). 
(Similar to Major General Lord Paget 1806).: 

MS. title. A Soldier Tir’d of Wars Alarms taken from Life 
(? Terence O’Lochlin (sic) ?). 

No title. Unsigned. (Prince of Orange). 

MS. title. An Officer of the 10th or Prince of Wales’ Hussars 
taken from Life (Col. Quinton). 

If you’d know who this is, Read (? Read,.a coachman). 
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MS. title. An Officer of the Royals taken from Life. 

MS. title. A Blood in Brighton. 

MS. title. An Officer of the Life Guards taken from Life. 
MS. title. The St. Domingo Hibernian Major. 

MS. title. Views at Camp from Life (3 officers arm in arm). 


1800. 
MS. title. An Officer of the 3rd Dragoon Guards. 


1801. 
MS. title. An Officer of the 10th Light Dragoons Sketched from 
life at Windsor (Lt.-Col. Leigh). 
MS. title. An Officer of the 14th Light Dragoons taken from 
life at Romford (Ma).-Gen. O’ Loughlin). 
MS. title. An Officer of the 16th Light Dragoons taken from 
life at Croydon Barracks. 
1802. a 
MS. title. An Officer of the 7th Light Dragoons’ (Lt.-Col. 
Barnes). 
MS. title. An Officer of the Foot Guards taken from Life at 
the Palace (Lt.-Col. West). 
MS. title. An Officer of the Foot Guards taken from Life (Major- 
Gen. Windyard). 
MS. title. A Blood of 1802. 
MS. title. A Bond Street Lounger. 


1803. 

No title. A man with a wooden leg (Sir Brook Watson). 
MS. title. A Brigadier General. 

MS. title. A Dashing Viscount. 


1804. 
MS. title. Sir F. Burdett, Bart., dedicated to the Whig Club of 
England. 
A noble General (Chas., 3rd Earl of Harrington). 
A noble Aiddecamp (Chas., Lord Petersham afterwards 4th Earl 
of Harrington). 
A late unfortunate nobleman. 


MS. title. The Major part of a Volunteer Corps. 
1805. 

MS. title. Views of the Blues (Captain Packe and Mr. Fenwick). 
1806. 


Major-General Lord Paget (Large plate, I4in. by 12in., signed 
Dighton, jun., 21, New Bond St.). 





III.— PLATES BY DENIS DIGHTON. 


UNDATED. 
Duke of Wirtemberg (sic) unsigned. (Frederick I, King of W.) 
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AView from the Royal Exchanoe. 


RICHARD DIGHTON. Natuan Meyer, Baron RotuscnHitp. 1817 


Size of the original etching 9% x 6? inches 
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1811. 
Mrs. H. Johnston in the Melodrama of Timour the Tartar. 
1812. 


John Bellingham, taken at the Sessions House, Old Bailey, 
May 15th, 1812. 


1814. 
Bernadotte. 
Denis Davidoff the Black Captain.! 
Louis 18th. 


IV.—PLATES BY RICHARD DIGHTON: 


Until 1824 Richard Dighton seems mostly to have published 
his own caricatures. Some time in 1824 he must have sold his 
whole stock of plates to Thomas McLean, who re-issued them 
with his imprint added. The name of the sitter was also 
engraved on a number of these plates, not always correctly. 

McLean published in 1824 a collection of Richard Dighton’s 
portraits with the following title page: City Characters. Drawn 
and Etched by Richard Dighton. London. Published by Thomas 
McLean, 26, Haymarket, 1824. There is a set in the Guildhall 
Library consisting of 37 plates and another in the City of London 
Club of 39 plates ; the contents of the two sets are not identical 
and there is no printed lst of subjects. 

The set in the City of London Club belonged to an original 
member of the club, who was a contemporary of many of the 
people portrayed. The prints still bear the names which he 
wrote on them in pencil, and any investigation goes to show 
that his identifications can be taken as the correct ones. (I 
have to thank Mr. H. H. Gordon Clark and the secretary of 
the City of London Club for much information and assistance 
in connection with this specially valuable collection.) 

McLean also published in 1825 a long folding plate? some 10ft. 
long by Gin. wide reproducing forty-five of Richard’s caricatures 
about half-size in etching each with its own title. In some cases 
the title given is different from that usually associated with the 
caricature in question. The caricatures appearing in this 
folding plate are marked * in this list. A few of the City 
plates also carry the imprint Hughes, 14 Lombard St., it 
occurs after Dighton’s, but isapparently before McLean’s. There 
are copies of some of Richard’s plates published by Fores. 

1 One of a series of Russian Military portraits. Thieme-Becker (‘‘ Kunstler- 
Lexicon IX.’’). mentions in addition to this portrait those of Tsar Alexander I., 


Princes Bagration, Koutouzow and Tschernygscheff, General Platow and 
Count Rostopchin. 


2It was engraved and printed on two large plates each containing three 
Tows of caricatures ; uncut impressions are in the Ashmolean Museum. 
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RICHARD DIGHTON. Tuomas Hatt. 1817 


Size of the original etching 91x52 inches 





woe 


UNDATED. 
A view at Lloyds after a stormy night (Robert Dewar). 
Mr. W. Farren as Sir'Peter Teazle: 
A View of Gloucester (Duke of G.). 
A Welch Castle, ov, Peter the Great Chamberlain of England 
(Lord Gwydyr). 
A View of Holland (Swinton Colthurst H.). 
A View in Lothbury (Mr. Lloyd). 
Sir Murray Maxwell, Kt., C.B. a late candidate for Westminster. 
A View from Trinity Chapel, Cambridge (James Henry Monk). 
A Friend in Lombard Street (Thomas Richardson). 
No title, ov, ? A Sketch from the Excise (? Ld. G. Seymour), 
A View on the Stock Exchange (? Mr. Montbart). 


1815. 
A View from Trinity College, Cambridge. 
A Walk from Bridge Street to St. John’s Hall, Cambridge 
(Isaac Pennington). 
1816. 
A View taken at Oxford 
A View taken at Eaton (Dr. Keate). 
No title. Half length barrister with ear trumpet. 
No title. W.L. figure to l. holding doctor’s gown round him. 


1817. 

A view from the Horse Guards, ov, *A General view of Bolton 
(Genl. Bolton). 

No title. Whole length to 1. (? Mr. B. Cohen). 

* A view of Hill near Downshire (Mqs. of Downshire). 

Sell and Repent (Mr. Thomas Hall). 

A view from the Royal Exchange, ov, *A Peep into Warnford 
Court (Lee La Chamette). 

No title. Figure writing on wallet (Mr. Ripley). 

A view from the Royal Exchange, ov, *A Portuguese loan 
(Nathan, Baron Rothschild). 

A view from Knightsbridge Barracks, ov, *A revised edition of 
Horace (Capt. Horace Seymour). 

No title, ov, *Up-Town (Hon. Arthur Upton). 

A view taken in Hyde Park (Marquess of Worcester). 


1818. 

An Illustrious Visiter (sic) from Hombourg (Frederick, Prince 

of Hesse Hombourg). 
An illustrious Consort (Charlotte Augusta, Queen of Wiirtemberg) 
A Contract (Messrs. Damington and Tremloe). 
No title (? Ch. or Hugh Grant). (? A View on the Royal Exchange). 
A view from St. James’s Street (Earl of Harrowby). 
Mr. Kean as Lucius Junius in Brutus (Edmund Kean). 
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RICHARD DIGHTON. Sir Moses Monteriore. 1818 


Size of the original etching 113 7Z inches 


A View of a Lake, ov, *An Indian Lake (Gerard, Ist Viscount 
Lake). 

No title, ov. * A view on Change (Sir Moses Montefiore). 

One of the Rakes of London (Mr. Raikes). 

* A Good Whip (Earl of Sefton). 

* A Great Man on Change (Samuel Samuels, often called wrongly 
Thornton and Cohen). 

* Very like a Whale (? Mr. Hilbers). 

Robert Waithman, Esq., ov, * An Ell wide orator. 

No title. (The hon. Drummond Burrell, afterwards Lord Wil- 
loughby d’Eresby). 

A view of Yarmouth, ov, * A view from Yarmouth to Hertford 
(3rd Mas. of Hertford). 

1819. 

His Excellency the Persian Ambassador, ov, Mirza Abdul 
Hassan Khan. 

Going to White’s, ov, A spice of Pepper from the stock of Arden 
(Wm. 2nd Baron Alvanley). 

A view of Argyle (Duke of Argyll). 

* Kangkook (Sir Hy. Fd. Cook). 

Mr. Hobhouse, ov, A character in the School of Reform (Lord 
Broughton). 

* The Golden Ball (Edward Hughes Ball Hughes). 

The Hero of the Chase (Col. Jolliffe). 

The Honble. George Lamb, or, Catullus. 

Mr. Liston in Love, Law and Physic (John Liston). 

A Worthy Alderman of London, ov, * Why PShaw he’s an 
alderman (Sir Jas. Shaw). 

The Master General of the Ordinance, ov, * The best store in 
the Ordnance (Duke of Wellington). 

A view in the Justice Room, Guildhall (Sir Matthew Wood). 


1820. 

Byng-Go, or, * A favourite poodle (Geo. Byng). 

Is Camomile a Drug (Mr. Bowden). 

Westminster’s Story (Sir Francis Burdett). 

MS. title. Queen Caroline as she appeared on the balcony at 
Alderman Wood’s on her arrival in England. 

A Member of the Corporation, ov, * A Worthy Baronet (Sir Wm. 
Curtis). 

* A view of Devonshire (William, 6th Duke). 

In prison and ye came unto me (Elizabeth Fry). 

An Exotick at the Green House Leadenhall Street (Mr. Gas- 
coigne). 

They’ll be done, We are obliged to thee (? John Overend). 

Orange Boven, or, * Halls right (Sir John Hall). 

A Big-Wig (Mr. Wombwell). 

* My Mind’s made up. (? Mr. Raikes). 
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RICHARD DIGHTON. Tuomas Witson, known as BuckskKIN WILson. 1824 


Size of the original etching 9% x54 inches 


1821. 
A Real T.B. (John Bell). 
A Discharged Fife-r, ov, * A northern Thane (4th Earl of Fife). 
Mr. C. Kemble as Charles Surface. 
A view of Londonderry, ov, * A deceased statesman (3rd 
Marquess). 
Elegant Manners, ov, * A specimen of Good Manners (Chas. Ist 
Viscount Canterbury). 
A View from Guildhall to Cannon Street, ov, * Crying Jimmy 
(Jacob Sims). 
Miss M. Tree of Covent Garden Theatre. 
Sheriff Double-Hue half Devil half Radical (Robert Waithman). 
A View of Westmoreland or an Impression of the Privy Seal, ov, 
* Best Blood and Bottom of Westmoreland (John, 11th Earl). 
A Good Soldier, but no General, ov, An old servant out of place 
(Sir Robert Wilson). 
Miss Wilson in Artaxerxes. 
Pretty Peter, or, * What Joey my boy (2) Mrs tiumer 
1822. 
* A Princely Ambassador, or, Hazey Weather (Prince Ester- 
hazy). 
King Richard. The Brokers Friend (Richard Heals or Heale.) 
A Thin Piece of Parliament, ov, A well-appointed Colonel (Col. 
Edward Lygon). 
Mr. Mathews at Home (Charles M.). 
No title, ov, * The But end of a Middlesex Poll (? John Mellish). 
* The Market Mends (? Mr. Mends). 
A View of Nugent, ov, * A New Gent (Lord Nugent). 
A View near Hyde Park Corner (Richard Tattersall II.). 
A View of Burghersh (11th Earl of Westmorland). 
Charley the Principal’d Broker, ov, * Alspice (Chas. Wright). 
No title. Figure tor. with hands in pockets. 
The Wonderful French Giant. Aged 22, 7 ft. 4 in. 
1823. 
I believe I’m right (Daniel Alder). 
The Mirror of the Times (Thomas Massa Alsager). 
Coffee’s the thing! Go it ye Tigers (? Hymen Cohen). 
A view from the Old South Sea House (Jas. Curtis). 
Is Friend Rothschild on ’Change ? (? Samuel Gurney). 
The Revd. Edward Irving. 
No title. (Mr. Lowe). 
A Royal Exchange Consul General (Thos. Rowcroft). 
A Near Guess (Thos. Tooke). 
A View on the Royal Exchange (Richard Thornton). 
(Another impression in B.M. has inscription in ink, “A 
view on the Baltic Walk,” written over an engraved title 
«Dirty Dick,’’ which has been erased, but is just legible.) 
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A Scene on the Baltic Walk Royal Exchange November, 1822. 
(A composite group, 94 in.x15 in. containing a portrait of 
Richard Thornton adapted from the foregoing and a number of 
the other city figures, e.g., Alder, Tooke, Hilbers, . copied 
from the larger single prints.) 


1824. 
A View of Beau-Ville (Benjamin Bovill). 
A Firm Banker (Mr. Curtis). 
Will you let me a loan (Abraham Goldschmidt). 
A View on the Royal Exchange, ov, Do you know me? or, Me 
a Guardian Angel (? Mr. Mee or Richard Mee Raikes ?) 
No title (? James Lindsey of Lloyds). 
The Morning Chronicle (? James Perry; also called Mackenzie). 
Write ’em or let ’em alone (Robert Pulsford). 
A Stirling Banker (Sir Walter Stirling). 
No title (Thomas Wilson). 
1825. 
Samuel Dixon, Esq. 
Samuel Favell, Esq. 
1826. 
A View on Cornhill (Bish, lottery contractor). 
Lewis and Brighton (Mr. Lewis). 


1827. 
Young Colin (Sir Colin Campbell). 
A View of Deerhurst (Lord Coventry). 
A Walk from the West End to Lombard Street (Mr. Robarts). 
An Opposition Right Honourable (George Tierney). 


1828. 
A Noble Viscount (Henry, 3rd Vsct. Palmerston). 


Vela tio BY KOBERIT- OR RICHARD DIGHTON 
MEN TMIONE DO ELSEWHERE, BUT NOT SEEN DURING 
PoP cOveiMsA TION OF THE PRESENT -LIST.. 


UNDATED. 
Pomfret (McLean’s long plate 1825). 
Tongue Castle (McLean’s long plate 1825). 
A View from Toms (McLean’s long plate 1825). 
Aeiemiromeyarmonuth to Wales. N. & QO. 35. x. 180. 
The amateur of Fashion in the character of Lothario (Romeo 
Coates), Nia ©. 45S. vi., 418. 
The Doctor (Mr. James of Magdalen Hall). N. & Q. 3S. x. 14. 
A member of one of our Best Boroughs (Lord Bessborough). 


1826. 
I'll take the particulars. 
No title (? George Robins). 
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Pl. I1—FRANCIS DODD. Lapy Segatep. No. 10. Fourth State 


Size of the original dry-point 10 X 8 inches 
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FRANCIS DODD 


By KANDOLPH SCHWABE 






ax Sse fluctuations in standards of taste, which 

% PBA seem to vary in every decade, and the personal 

ss prejudices which affect our opinion of our 
wae M4 contemporaries, will always prevent us from 
ae living artists in exact order of merit. Only 
a rough chart of relative excellence is possible even with 
the dead. But the futility of an amusement does not 
deprive it of fascination. Most of us have tried to make 
carefully graduated tables of precedence for our favourite 
artists, and with a sufficient body of cultivated opinion 
behind them our preferences take on the appearance 
of conviction. If we set to work, for instance, on a 
comparative diagram of modern etchers, we appear to 
atmve at very detinite results. . Proceeding like the 
geographer who deals with mountain altitudes, a very 
few dominating peaks will be discovered ; and among 
them, far above the mists which may conveniently 
be left to cover the foot-hills, a massive eminence must 
be labelled with the name of Francis Dodd. A detailed 
exposition of our esthetic trigonometry might be 
invidious, but so far it is safe enough. Dodd’s etched 
work is very well known. It is represented in the 
British Museum, the Victoria and Albert Museum, the 
Metropolitan Museum of New York, in the print cabinets 
of Vienna, Berlin, Dresden, Buda-Pesth, Adelaide, 
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Sydney, and elsewhere. His paintings and drawings 
figure in other public galleries. Yet the impression 
left by a methodical examination of the whole of his 
work on copper is that it is by no means well known 
enough. A large number of plates, such as Bone at the 
Press (1908), The Garden Door, and Epstein of 1909, 
and most of the views of Italy and London, are generally 
admired, but there are many others which, either from 
a lack of active commercial propaganda or by reason 
of the small number of prints taken from them, are 
familiar only to a few discerning collectors and to the 
artist’s friends. When I undertook to write a brief 
article on Dodd's etchings, I imagined I already knew 
enough to give a fairly competent account of them. 
I was unprepared for the agreeable sensation of dis- 
covery, of voyaging in uncharted seas, which rewarded 
me for studying the hundred and seventy-two etchings, 
engravings and dry-points which are catalogued in the 
complete collection formed by the artist’s wife. Their 
number is constantly being added to. The latest I 
have seen, a dry-point portrait of Charles Cundall, is an 
important plate, and an interesting addition to the 
series of artist’s portraits beginning, in 1907, with Arthur 
Hughes. 

Dodd’s best work looks well in any company, depend- 
ing not on fashionable mannerism, but on personal 
outlook. His repute, therefore, 1s likely to be unaffected 
by those changing standards already spoken of. He 
represents his own age in his own way. Moved bya 
real artistic impulse, he can dispense with the elaborate 
intellectualisation of esthetic creeds, and his robust 
independence makes it impossible to think of him as 
attached to any of those close corporations which, under 
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one leader or another, are fighting the battles of modern 
art. A short biography may assist in the comprehension 
of his character and aims. His grandfather, a black- 
smith, came from County Wexford, and married a 
Welshwoman. Since we Anglo-Saxons generously credit 
the Celtic races with imaginative powers that we 
ourselves find little use for, it may be from this ancestry 
that he inherits his imagination, happily fused in him 
with tenacity and regard for principle, which we are 
accustomed to regard as typically English virtues. 
The artist’s father was also a blacksmith till his twenty- 
sixth year, when he forsook the trade to become a 
Wesleyan minister. Herein he showed that power of 
ignoring the influence of natural environment which 
directed his son Francis, in spite of many obstacles, 
towards the paths of art. We may not unreasonably 
find in both cases the same clear apprehension of a 
personal conviction, and the logical insistence on the 
consequences of it, which are the salt of the Noncon- 
formist movement. Artists, too, are in a sense Non- 
conformists. 

The triennial migration of the Wesleyan ministry 
necessitated many changes of scene in Dodd's childhood. 
He was born at Holyhead, the third of six children, on 
November 29th, 1874 ; but Glasgow saw the beginnings 
of his studentship. For a first and only fee of five 
shillings, he attended the Art School, then directed by 
Mr. Francis Newbery, in the evenings, being unable 
to afford attendance in the daytime. Mr. Newbery 
recognised the promise of his new student, and was 
instrumental in getting the daytime fees paid by an 
anonymous donor, the condition being made that the 
source of the donation was never to be inquired into. 


E 251 


Dodd preserves grateful memories of this and other 
instances of Scottish generosity. The Glasgow artist, 
Archibald Kaye, exerted himself to overcome the 
opposition of Dodd’s parents to the choice of an artistic 
career for their son. Kaye also made a condition which 
has been faithfully adhered to, that gratitude was 
to be expressed, should occasion arise, by efforts to 
help other struggling young artists in the future. The 
debt has been repaid with heavy interest. 

From this period dates the beginning of a lasting 
intimacy with another distinguished artist, Muirhead 
Bone: Dodd and he were at school «together, and 
shared an interest in art. Bone’s artistic leanings, also, 
were discouraged by his family, who wished him to be 
an architect. But not for some years yet did either 
take up etching. In 1893 Dodd won the Haldane 
travelling scholarship, and set out, with fifty pounds, 
from Glasgow to Paris. Here, not having a very clear 
idea of what to do next, he had an impulse to ask the 
advice of Whistler, who was the idol of Dodd’s genera- 
tion of students. He called on the celebrated painter, 
who was then engaged on his portrait of Mrs. Walter 
Sickert, and was told to come again on the Tuesday 
following. At the appointed time Whistler appeared, 
driving up in a cab, and gave the unknown youth a 
kind reception. His opinion was that if he were in 
Dodd’s place he would go to Venice and study Tin- 
toretto' and he supplied an introduction to the American 

1 This special admiration for Tintoretto, in an artist who had in many 
ways such a different aim, is accounted for by a passage in M. J.-E. Blanche’s 
‘* Essais- et Portraits’?:—‘‘ . . . II laissait percer ses secrets de bel 
exécutant nourri dans les musées, passionné pour la pureté de la matiére. 
Tintoret, Vélasquez, Canaletto, ses préférés, il les avait approfondis, assimilés. 
i Ce ‘ barbouilleur’ et cet original bruyant était un des derniers 4 
se préoccuper des conditions matérielles, sans quoi le tableau a l’huile se plombe 
vite et n’a pas de durée. Il avait retrouvé la transparence des maitres— 


avec une technique nouvelle.” 
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Pl. I.—FRANCIS DODD. Bone at THE Press. No. 33. Fourth State 


Size of the original dry-point 12 x 104 inches 
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painter, John W. Alexander, who could give useful 
information to the traveller. Other students, hearing 
of Dodd's visit, were encouraged to approach Whistler 
in a similar way, but without success. The master 
hada short way with those whom he considered intrusive. 

Dodd also interviewed M. Aman-Jeanin Paris; and left 
the city—which has never had a hold on his affection— 
for Venice, staying in Florence on the way. Fifty 
pounds was not much to spend on the concentrated 
experience of a month or so. In Italy he remembers 
the relief to his pocket when the lira admission to a 
picture gallery was avoided by an official permesso. 
His return journey included Milan, Antwerp and 
London, and ended at York, where his father was now 
living. 

From 1897 onwards, for fourteen years, he worked in 
close association with Miss Isabel Dacre, in Manchester 
first, and then in London. The elder artist, herself a 
modest but excellent painter, whose sympathy and 
encouragement were of the greatest value to him in 
these early years, has been a source of inspiration in a 
great many of Dodd’s paintings, drawings and etchings. 
“Aunt Susan,’’ as she is affectionately called, is to be 
recognised in numerous individualised portraits, and 
frequently in that particular kind of domestic genre 
which forms so large a proportion of his work. In 
the latter, with its atmosphere of pleasant intimacy, 
often touched with humour, it is impossible to avoid 
an obvious comparison with Charles Keene. In the 
drawings especially there is a similar happy ability 
to place figures in their natural surroundings, in unpre- 
meditated poses; a similar mastery of the relation of 
the figures to the space in which they live and move ; 
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Pl. I[I.—FRANCIS DODD. Tue Garpen Door. No. 44. Second State 


Size of the original dry-point 11 x 7Z inches 


and besides their interest as pictures, a similar value 
as social documents. It becomes obvious, too, in them 
as in his suburban landscapes, or his sympathetic 
renderings of Miss Dacre’s middle age and old age, 
how large a part his inmost appreciation of a person, 
an object, or an atmosphere, plays in the success of 
his work. If this interest is not deeply stirred there 
is anoticeable difference. He paints best what, humanly 
speaking, he likes and knows best. He is moved by 
true sentiment as well as by the surface appearance 
of things. A love for the vistas of Kennington or 
Sydenham has been somewhat unusual, but Dodd has 
it; and, as Mr. Clive Bell says, the artistemincre pa 
a passion about something. The squalor of Camden 
Town and the bleakness of cast-iron bedsteads have 
not repelled one of our foremost living painters; and 
Renoir’s comment on Gauguin’s departure for the South 
Seas may be recalled: “On peint si bien a Batignolles.”’ 

After an exhibition of his work at the Baillie Gallery, 
Bayswater, in 1904, Dodd's residence in London became 
permanent. He was elected to the New English Art 
Club in the same year. The society owes much to his 
active conduct as its honorary secretary from 1919-21. 
This position has always demanded a kind of public 
spirit impossible to any man without an _ unselfish 
interest in the broad movements, unostentatious, but 
profoundly effective, with which the New English 
—a loosely-knit group of artists without a president 
and without a dogma—has been associated during the 
past 30 years. To the general regret, Dodd resigned 
the secretaryship, and, in 1922, on a question of prin- 
ciple, his membership as well. When, on the latter 
occasion, he was waited on by a body of members 
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Pl. IV—FRANCIS DODD. Jacozp Epstein. No. 48. Fourth State 


Size of the original dry-point 16 x 12 inches 
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pressing him to withdraw his resignation, he remarked 
characteristically: ‘‘ Eleven more obstinate men I 
never met in my life.”” He has resumed membership 
this year, to the satisfaction of everyone concerned. 
In 1911 he married Miss Ingle, who may be recognised 
in very many subsequent works and, among the illustra- 
tions to this article, in Reading Mrs. Carlyle’s Letters. 
During the war he acted as Official Artist to the Ministry 
of Information, executing over 150 portrait drawings of 
admirals and generals. They were done for the most 
part while the sitters were on active service, under 
conditions which would have prevented a less assured 
draughtsman from producing any successful work at 
all. His power of characterisation, severely tested, has 
given us a series of valuable records. Reproductions 
of them were widely circulated for propaganda purposes, 
particularly in the United States of America. It would 
be interesting to compare them with a series of Man- 
chester Master-Builders, drawn by him after the war 
under more favourable circumstances; convincing pre- 
sentments of other types, embodiments in this case of 
Civic virtue, rendered with unfailing insight. Later in 
the war he was transferred to the Admiralty. The 
drawings of submarines in the Imperial War Museum 
are the product of this service. Done, again, under 
great disadvantages, yet set down with certainty and 
conscientious care for truth, the sense of actuality in 
them is remarkable. The same quality distinguishes 
a painting which has for its subject the interrogation 
of a German prisoner by a Staff Officer: the acutest 
observation of detail and character is combined with 
restrained dramatic force in a consistent pictorial 
unity. It would be out of place here to attempt to do 
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Pl. Vi-FRANCIS DODD. Potty. No. 56. Third State 


Size of the original dry-point 10x 8 inches 
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justice to his paintings, but they are a procf that, as 
is the case with most good etchers, his art is sufficiently 
broad and full to require the outlet of more than a single 
medium. It is pleasant to note that the Tate Gallery 
has recently added another of his pictures, Miss Dacre 
Painting, to the portrait of Lady Beauchamp already 
purchased by the Chantrey Bequest. 

Dodd's first plate, The Gamekeeper, was done in the 
smithy at Lendalfoot in 1898 on zinc. On this 
occasion Muirhead Bone and he together initiated 
themselves into the mysteries of dry-pointing. There 
is an interval of seven years between the first 
and second plates. Cabs at Turnham Green (1905) is 
a true etching. Others among the few works for which 
a bitten line has been preferred are Ponte di Mezzo, 
Pisa, the first plate of Soho Sguare and Lord Alverstone 
(1916). Another gap of two years brings us to General 
Booth, the first of the portraits. After this there is 
a considerable and steady annual output. 

The pen-and-ink study for General Booth, now in the 
British Museum, was drawn to illustrate an obituary 
notice, and, as an afterthought, was dry-pointed one 
morning on zinc. 

Dodd's usual procedure with a dry-point portrait 
is to establish it in preliminary drawings, to trace it 
on the copper, and then to work from life again with 
the needle or diamond. In some cases he works from 
life without a drawing. Clytemnestra (1907—a study 
of Miss Dacre) and Matthew Greenlees, Esq. (1910) were 
done in this way, the latter in about three sittings, 
possibly six hours’ work in all. Among the architec- 
tural subjects, one of the plates of Peckham (1915) 
was done direct from nature. On the other hand, 
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Pl. VI.—FRANCIS DODD. Atpo Antoniett:. No. 63. First State 


Size of the original dry-point 132x948 inches 
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‘Arcadia’s Meadows (1910) is based entirely on an earlier 
drawing. The series of architectural pieces begins in 
1911 with Somerset House ; and the first of the engrav- 
ings, The Monument and Fish Street Hill, appears in 
1912. At this time William Strang gave Dodd a hook 
burin, of the kind described in an article on Henry 
Rushbury, in THE PRINT COLLECTOR'S QUARTERLY for 
December, 1923. This implement, invented by Strang, 
was used in The Monument, and in Blackstead! and 
Carrara, the two plates immediately following. The 
last-named is executed by means of a combination of 
the hook tool and pure burin work, and is succeeded by 
Pall Mall from the West, a very elaborate performance, 
which is all done with the ordinary burin. True 
engraving is a slow process, and we find numerous 
reversions to quicker methods, the hook burin—which, 
of course, is pulled instead of being pushed, and in 
some ways is easier to manage than the graver—and 
the diamond both being used in The Duke of York's 
Column (1913). In Belvedere Road, of the same year, 
the slight burr of the Strang tool contributes to the 
effect of a very thorough piece of craftsmanship. Tech- 
nically, the climax of Dodd’s skill with the graver is 
the plate of The Garden Court of the Bank of England 
(1924), which was commissioned by the Bank in view 
of the approaching demolition of that part of the 
building. Here we have a worthy memorial to Soane’s 
architecture, done with infinite patience at the cost of 
months of labour, and hard study. We may not find 
it so perfect as some of the lesser plates. Piranesi is 
perhaps the only great artist who has etched or engraved 


1 Blackstead is so called because it is a combination of two views, one of 
Blackheath, the other of Hampstead. 
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his own compositions on a very large scale without 
diminution of force ; even Kembrandt is occasionally 
below himself in his highly elaborated etchings. But 
the conception of this difficult subject 1s maintained 
through all the obstacles of the medium. We can 
admire the clarity and depth of the shadows in the most 
distant building, the faithful interest in the actual 
forms, and the curious suggestion of veiled London 
sunlight through the infinite complexity of foliage. 
It was unfortunately impossible to do justice to this 
plate in a reproduction of the size required by THE 
PRINT COLLECTOR’S QUARTERLY. 

Of the prints selected for reproduction, the first in 
order of date is Lady seated (1907—Plate I), a dry- 
point study of Miss Dacre, done, like others already 
noticed, without any working drawing. It has the 
charm of freshness, as is always the case with direct 
work when it is as successful as 1t undoubtedly is here. 
By other means, such as translation from one medium 
to another, other qualities may be arrived at, but the 
particular thing that we call spontaneity—too often 
cultivated for its own sake by artists of doubtful 
sincerity—is a delicate nursling, easily killed by over- 
anxious attention. This plate was subsequently carried | 
a good deal further. 

Bone at the Press (1908—Plate II) follows a portrait 
of Sir David Murray, R.A., as the third in a list of 
portraits of artists which is by now sufficiently lengthy 
to constitute quite a definite series, like the etchings 
of Flemish painters and gravers by Van Dyck. The 
picture is more “ composed ”’ than Plate I, and built 
up with richer tones; the ~ star’ SOfe thes ome 
press serving usefully as an adjunct to the design. 
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Pl. VIII—FRANCIS DODD. Henry Rusupury. No. 107. First State 


Size of the original dry-point 134 11 inches 


265 


Richness of tone again distinguishes Te Garden Door 
(1909), shown in Plate III in the second state, before 
the introduction of the background. Perhaps this 
beautiful plate is at its best in this condition. Nothing 
seems wanting, and the contrast with the blank back- 
ground heightens the effect of the figure. Dignified, 
almost stately, Miss Dacre is portrayed with a feeling 
that is comparable with the best of the pre-Raphaelite 
school. The accident of costume probably assists 
the impression of relationship with English art of the 
‘sixties. Since Rembrandt and MHollar, very few 
figure etchings have been carried out so completely as ~ 
this, with such truth, such delicacy, and yet so little 
sacrifice of breadth. Major and minor truths in art 
are difficult to adjust in perfect proportion, the conflict 
between one kind and another being seldom terminated 
in such a satisfying unity. The dry-pointing technique 
is extraordinary. Looking at a somewhat similar 
subject by Whistler—Finette—and balancing quality 
against quality, it seems to me that The Garden Door, 
with its firmer draughtsmanship and design, is a finer 
thing. 

Jacob Epstein (1909—Plate IV) is energetically 
characterised, and an admirable portrait of the sculptor. 
Since there has lately been a revival of interest in 
various canons of proportion, and in the geometrical 
aspect of pictorial construction, it may be observed that 
the head is deliberately placed on the plate at the inter- 
section of diagonals from the corners. 

Polly (1910—Plate V) again shows considerable 
regard for the pattern made by the placing of the 
figure on the plate. It is an amusing and lively char- 
acter study, and the only one among our illustrations 
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which conveys a hint of the feeling for Cockney types 
which has inspired a number of Dodd’s plates and a 
larger number of his drawings. His groups of figures 
in domestic surroundings, of which the dry-point 
Music (1916) is a very good example, have already 
been made the occasion of a reference to Charles Keene. 
The parallel is not merely with Keene the illustrator. 
Keene, famous though he is, suffers a little from his 
inseparable association with the wood-cuts of “ Punch.” 
Of course, no one who has seen a collection of his studies 
fails to recognise that his draughtsmanship stands alone, 
independent of his humour; and one or two paintings 
and etchings show him to have been a fine artist in 
any medium that he handled. Had he painted as much 
as Daumier, whom he resembles in his output as a 
journalistic illustrator, he would have quite another 
repute. He is a link in a chain of English tradition, 
from Hogarth to Dodd, in which illustrative content 
has by no means hampered true artistic expression. 

Aldo Antonietti (1910—Plate VI) is another early 
dry-point, in an early state. The clothes were after- 
wards put in more fully, but they do not quite maintain, 
in the later state, the high standard of the head 
and hands, which were drawn direct from life on the 
copper. 

Among the most masterly of all the architectural 
plates is the Piazza Venezia of 1912 (Plate VII), which 
is reproduced from a unique proof of the first state. 
The design is satisfying, the two domes making an 
interesting variation in the hard, angular skyline. 
Only an etcher, probably, can appreciate the ability 
necessary to carry through such an immensely detailed 
subject with such vitality. Good architectural drawing 
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Pl. X —FRANCIS DODD. Strranp witu Sky. No. 136 


Size of the original dry-point 13? xX ro} inches 
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is not so easy as it looks. No mere copying of surfaces 
and detail will produce the solid, almost tangible 
results of Meryon and Piranesi, both artists who had a 
profound feeling for the inner life of buildings; and 
it is difficult, particularly while engrossed in the minute 
craftsmanship necessitated by the use of the needle 
or the burin, to avoid mechanical formulas, the repeti- 
tion of meaningless textures, and, ultimately, the wither- 
ing of whatever emotion the subject may have for us 
in nature. The structure of a building is as difficult 
to realise in art as the structure of a tree. Many an 
artist confidently attacks the problem without real 
feeling, unconscious of the pitfalls before him. Veering 
between the cold precision of an engineer's drawing 
and the vagueness caused by want of understanding, 
he not uncommonly seeks safety in false dramatic 
effect. In Piazza Venezia there? are nome ome 
accessories nor tricks of composition, but, instead, 
there is a depth of realism which transcends the common- 
place photographic outlook as it does the sham heroics 
of melodrama. 

Henry Rushbury (1914—Plate VIII) is a convincing 
likeness of another distinguished etcher. The original 
state has the appearance of liveliness that such begin- 
nings are wont to have. As in other cases, the clothes 
were completed at a later stage. 

Parma (1915—Plate IX), though from the nature of 
the subject less impressive than Prazza Venezia, is 
again an excellent example of Dodd’s sensibility to 
the character and quality of a building. It is beautifully 
placed on the plate. The addition of clear, crisp burin 
work gives a remarkable brightness to the dry-point 
textures. The recession of the little street on the right, 
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and the transparent depths of shadow in the arcade, 
are very ably managed. 

One more example remains of the architectural 
subjects. In the tower of Saint Mary-le-Strand 
(Strand with Sky, 1916—Plate X) the lghtness and 
grace of Gibbs’s stonework is finely interpreted, and 
set off by the dramatic background. This plate has 
gone through no less than seven states. The tone of 
‘the sky is got by careful, close dry-pointing all over the 
surface, so that little special treatment is necessary 
in printing it. Dodd aims at producing frank results 
from the plate by means of line, avoiding the more 
questionable resources of the printer’s craft. 

Plate XI (Reading Mrs. Carlyle’s Letters—1925) is 
in the nature of a straightforward study from life, done 
without regard for carefully planned picture-making, 
yet seizing on the elements of design in the sweep of 
the drapery and the enclosing lines of the arm-chair. 

At the moment of writing, the study of Charles 
Cundall is the last but one in the long list of prints 
which stand to Dodd’s credit ; and the second which 
has been executed this year. With an artist so prolific, 
who happily shows no sign of flagging in his production, 
nor of falling away from the high standard he has set 
for himself, we may well hope for many more works 
of a like quality to those we have examined.. 


The list of plates of Francis Dodd will follow in — 
December Number. 
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Sex GAN February, 1925, Mr. Copley contributed a 
Sv Pee charming and thought- provoking article to 
this QUARTERLY on “‘ Some Lithographs of the 
Pesmenceeruture. He wrote: ~On wan 
days we call lithography the Cinderella of the graphic 
arts, but the figure is false. It were truer to talk of an 
infant Hermes kicking his god-like legs over the cradle 
and running to round up the celestial cattle. Litho- 
graphy is an art in its youth, with a great future before 
it ; but much of its youth has been mis-spent!’’ Mr. 
Copley then dealt with the great lithographic artists 
of the past, and showed that, fine artists though they 
were, they yet lacked the greatness and knowledge to 
establish the art on the best and surest foundation, as 
Rembrandt fixed the bounds and set the perfect example 
in etching. 

Although Mr. Copley paid several kindly tributes of 
homage and discernment to living artist lithographers 
in his article, he yet let it be clearly understood that we 
were still waiting for the prophet ; and in speaking of 
this looked-for Messiah he eloquently ends his article 
with these words: “‘ As Tintoret painted his vast wall 
pictures to the last inch and the last touch himself, so 
would he print his lithographs and no machine intervene ; 
the barriers would all be down. So would the divine 
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JOHN COPLEY. Siena Catueprat. No. 55 
Size of the original lithograph 21? x 15% inches 
By permission of P. & D. Colnaght & Co. 
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madness come upon Dionysus ; and no purists or com- 
mercialists could restrain it. Woe betide them that 
imprison a god. The Rembrandt of lithography would 
have come.” 

In all this, however, nothing appears of Copley the 
lithographer, and in the illustrations to the article he 
permitted no reproduction of his own prints. It 
therefore seems reasonable that some review of his own 
graphic work should be made, both as a supplement to, 
and as an exponent of, his views on this form of art. 

Indeed the lithographic work of. John Copley is 
getting, and deserves to get, the serious attention of 
connoisseurs in many countries. It is a matter of 
congratulation to both artist and collector that work 
so serious and so conscientious should be greatly 
esteemed in America. 

To a man of Mr. Copley’s natural modesty the last 
thing he would desire would be for one to take his own 
words with which to praise him. None the less he has 
written with so much sincerity on the lithograph, 
and he has made so many prints full of controlled 
emotion that one is bound to associate his drawn and 
written word, and in his case it is lucky that we know 
that neither dies. 

A claim that this call for a Leader out of the future 
has been answered in his own person would, most 
probably, be held an exaggeration. Alas! Mr. Copley’s 
health alone would make this impossible, though 
his total @uvre of some 200 prints executed in less 
than seventeen years to the end of 1924 is a fine achieve- 
ment, when one thinks of long hours of enforced idle- 
ness under doctors’ orders. No; one feels sure the 
Messiah he is looking for—and whom he will assuredly 
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JOHN COPLEY. Footticuts. No. 56 
Size of the original lithograph 21? x 154 inches 
By permission of P. & D. Colnaghi & Co. 
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know on his coming—will have to be gigantic of brain 
and muscle alike. It is said of fly-fishing—and it is 
true of lithography also—that the greatest exponent 
of the art should have the strength of a giant though 
the touch of a fairy. 

The position, then, of John Copley to-day in litho- 
graphy is an important one. With so many artists, 
in England, who only use the medium occasionally 
and fitfully, the value of such a skilled and pertinacious 
craftsman is inestimable. It is an encouragement to 
the newcomer and the experienced artist alike. Indeed, 
on these “ wan days ”’ to which the artist himself has 
confessed, one looks in vain for anyone who can more 
fitly keep the torch from flickering out. 

But Mr. Copley is right. The time will come. The 
' present craze among collectors for etchings and dry- 
points—like other crazes—will die quickly once it 
begins to sicken, and then, maybe, the day of the 
lithograph will dawn. 

The woodcut has achieved a great advance in the 
few short years since the War. Its great beauty and 
range and its appropriate use in books have made this 
progress possible and logical and it is in every way to 
be commended. In a few years one hopes that pub- 
lishers will see that lithography also can most easily, 
cheaply, and properly, be used for the illustration of 
books. 

Mr. Copley and his wife have been lucky in their 
cataloguer. Mr. Harold J. L. Wright in THE PRINT 
COLLECTOR'S QUARTERLY for October, 1923, published a 
catalogue of the lithographs of Ethel Gabain (Mrs. 
Copley) prefaced by an article, and in 1924 the Albert 
Rouillier Art Galleries of Chicago published a charming 
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and well-illustrated booklet on the work of these two 
aritsts. Mr. Wright again prefaced his catalogue of 
Mr. Copley’s work with a long and full biographical 
article, and that of Mrs. Copley was there republished. 
John Copley, who was born on June 25th, 1875, did 
not touch the lithographic stone until he was thirty- 
four years old. Perhaps this was not a bad age 
Pore wie ewiich tO. experiment, but at all events 
whether it was late or early, he saw at once very 
clearly that he had found his medium and his métier. 
Since then he has every year produced at least half- 
a-dozen prints, with the one exception of 1921 when 
ill-health permitted him only to complete the poster 
fometies Undersround, the Procession im Si. Alban's 
Abbey. 
His range of subjects in the last fifteen years has 
been a wide one, though the landscape proper with 
Miemueuaieepresctiption Of trees, river, cottage, hill, 
barn, and cloud, is wholly absent. To him the emotion 
aroused by living trees and growing flowers is not one 
which, if present, he can translate into a lithograph. 
He is more interested in moving objects than in static 
forms, though he sees the arrested geological rhythm 
of mountains. But to him man, the greatest, the most 
perverse of animals, is the most entrancing of interests ; 
and it is this divine animal in its own lair of mundane- 
ness and with its own layer of artificiality that in- 
trigues his interest and calls forth his finest efforts. 
He loves, too, the primitive as much as the sophisti- 
cated, well knowing that man is both. Man at his 
work, with muscles taut, and man at his play—at 
every moment he reveals himself to this quiet, un- 
assuming, but deadly accurate critic. It is the watcher 
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who sees the finesse of the game, and it is some- 
times given to the lame, whether of leg or heart, to 
observe that which to the perfectly healthy is over- 
looked. The robust in health sometimes do too much 
and accomplish too little, and their critical faculties 
atrophy through the inevitable struggle of the ego. 
But to the onlooker all things are clear, and self is for- 
gotten and things are revealed. And so trifling things 
have deep meaning, slight actions have great signifi- 
cance, and when the watcher is an artist he can conjure 
beauty out of small things and see to the root of many 
small growths. By this it is not meant that more 
should be read into Mr. Copley’s prints than is there 
to see. It does mean, however, that many a slight 
situation and fleeting pose has given him the subject 
for a brilliant print. 

One of his most pleasant traits, at all events to the 
present writer, is that quiet but didactic treatment of 
such modern subjects as Le Monde ou lon s’amuse, 
Two Gentlemen descending to the Stalls, and Fog. They 
have some affinity to that modern master of prose 
John Galsworthy. In both there is the all-seeing eye 
and the seeing-all-round point of view; the absence 
of exaggeration; the care not to over-emphasize a 
point. The subject, the problem, is clearly and cleanly 
stated ; the conclusions are left to the thinking man 
and woman, to any member of the public, in fact, with 
a mind above batting averages, “fights’’ and the 
newspaper serial. In such prints as Counsel and a 
Stamp Dealer, A Judge and a Music-Hall Artist and A 
Judge of the Criminal Court we have the best form of 
anecdotal art, so much decried by a certain class of 
critic in late years. Such prints can be favourably 
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JOHN COPLEY. Tue Sick Kinc. No. 105 


Size of the original lithograph 13 X13 inches 
By permission of P. & D. Colnaght & Co. 
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compared to the bitter, savage, and brutal venom of 
Daumier, great man though he was. Even in such a 
modern master as Forain, the bias is obvious, the 
sentiment, though restrained, is frankly Latin. But 
Copley judges the judge, and with the same imparti- 
ality that he expects that functionary to show him- 
self. Forain is absorbed in the legal, cruel battle of 
a dramatic moment in a stuffy court, when concentra- 
tion is compressed still tighter and everyone and every- 
thing hangs on a racked woman’s answer—or a debatable 
sub-section. But Mr. Copley is aloof, cool, collected, 
unruffled by the feline amenities between Mr. Blank, 
Peete ash, K.C.in Court No.3. His duty is 
to state the problem, not to give pictorial hints of a 
solution. And surely this is the higher function of art 
_as compared to the merely controversial, political and 
one-sided. It is this attitude of mind which seems to 
make him a fit comparison with that. other modern 
intellectual, the creator of the house of Forsyte. That 
wonderful portfolio, “ The Fall and Rise of His Imperial 
Majesty Jack Démodé, Emperor of the Sahara ”’ is one 
of the truest but gentlest satires of the 20th century. 
Another set which will have greater charm for many 
is that of studies of nude children. These are only 
comparable with Shannon’s Stone Bath Series. They 
might be called the Madonna Series, especially as most 
of them contain the figure of a woman, and the titles 
are in Italian. ‘The first is Due Creature published in 
[yl oeand) the series is continued well into 1920. They 
are preceded by several Studies (1916) which are taken 
directly from life, and in which his own children are 
unconscious models during the fascinating and im- 
portant functions in a baby’s life of bathing, dressing; 
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JOHN COPLEY. A Man. No. 146 


Size of the original lithograph 213 X18 inches 
By permission of P. & D. Colnaght & Co. 
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and feeding. In the later series the madonna usually 
appears nude or slightly clothed in that clinging drapery 
Mr. Copley knows so well how to depict. They are less 
anecdotal and more symbolical, but it is doubtful 
whether the glorious functions of motherhood and 
parentage have ever been more reverently and beauti- 
fully portrayed in ithography. Such prints as Madonna 
baciante, Madonna seduta with its sculpturesque weight 
and balance, Due Bimbi, Madonna col figho, Madonna 
creatrice and Madonna genitrice show us babes and 
sucklings in all the eternal charm of the young animal 
and the lovely beauty of the budding human. The 
curious and strong poses of the young child, its in- 
consequent antics and unaffected grace are carefully 
noted, and each print of this period is a masterpiece of 
carefully recorded movement and harmonious com- 
position. 

Later still, in 1923-4, we find a short list, which it is 
to be hoped will be lengthened, of New Testament inci- 
dents. Nowhere to-day can we find more emotion in 
graphic art in dealing with sacred history except in the 
later etchings of Forain. Here, at least, their large size 
is the more welcome, where in earlier prints it would 
sometimes seem unnecessary. Their breadth and height 
seem all part of the large scale on which these simple, but 
pregnant, compositions are conceived. Here, again, 
Mr. Copley has adhered to his own convention of slightly 
draped figures, showing the lines of the body but harmon- 
izing the limbs with the trunk. In this way figures 
with clasped or folded hands or arms have a solidity and 
massiveness seldom attained except in sculpture. In- 
deed, many of the figures, isolated, would make beautiful 
bronze statuettes. Sucha print as The Scribes disputing 
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JOHN COPLEY. Acer. No. 151 


Size of the original lithograph 12} X 53 inches 
By permission of P. & D. Colnaght & (Cor 


with Jesus has no peer to-day except in Rodin’s Burghers 
of Calais. In Jesus raised on the Cross, we have what 
must always be the culminating point in such a series 
and the real test of its sincerity. It is a satisfaction to 
feel that it is the greatest, both in composition and 
poignancy. Such a daring and yet simple drawing must 
carry a feeling of reverence for such an awful moment. 
Jesus and a Woman of the City is another fine print, full 
of dramatic quality ; the abasement of the harlot, the 
watchfulness of the enemies of Jesus, and the surprised 
servant, are contrasted with the musing and restful 
pose of Christ, heedless of this new cause for complaint 
by His relentless foes. 

Mr. Copley’s interest in the Theatre has been the cause 
of a steady output of prints dealing with the drama 
throughout his career. ‘The second print in Mr. Wright’s 
catalogue is of a dancing girl, and from then onwards 
we find Mr. Copley returning frequently to the Theatre. 
But he sees more than the spectacle. It is those who 
come to see whom he watches. The Stalls and the 
Gallery are full of real life in its different strata of society ; 
the play is only fantasy, and for fantasy alone Mr. Copley 
has little use. Again he will be intrigued with the im- 
mense possibilities of the lighting on and off the stage, 
or the orchestra, and the play itself is only part of his 
conception of the whole. In his studies of Pavlova only 
has he concentrated his powers on the other side of the 
footlights, and here it is the marvellous pose and the 
still more marvellous shadow which probably intrigued 
him. 

The War has brought us also a small, but interesting, 
group of prints, and here again it 1s Mr. Copley’s individu- 
ality, limited by the restrictions of ill-health, which has 
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dictated the subjects he has drawn. Recruits shows 
him at his best, and then come four studies of Refugees. 
One rather dreads to think what effect the shambles of 
the Somme in 1916 would have had on a man of his 
sensitive feelings, and yet it would probably be correct 
to say that still it would not have been the “ heaps on 
heaps ” which would have been his subject, but the faces 
of the men in the never-ending stream of “ walking 
wounded,” stumbling, staggering, limping, and swagger- 
ing, which would have stirred him. When a Divisional 
Commander of the old school has publicly spoken of the 
“ beauty ’’ in the men’s faces as they went out of the 
line and away from the “ burning fiery furnace,” it is 
not difficult to guess at the wonderful drawings we might 
have seen from his press. Perhaps in Bearers (1917), a 
very beautiful print, we can get a glimpse of what 
he might have done for us as one of the official war 
artists. 

It is seldom that the artist essays architectural sub- 
jects, but there is one outstanding print which must 
rank high among his best work. Szena Cathedral is an 
impressive work, and the striped columns are handled 
with consummate skill. In the three states the stone 
is progressively lightened, the first state being very 
dark and suggesting a late evening light, whilst the third 
has the sharpness of an early morning effect. The 
second state is not successful and is rather faulty in its 
values. This print should not be confused with Szena : 
Vigil of the New Year, which was made some two years 
later. 

Many of the earlier lithographs were printed in several 
colours, and in A Tea Shop, nine colours were used, a 
real tour de force, but of late years Mr. Copley has adapted 
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JOHN COPLEY. Maponna seputa. No. 16] 
Size of the original lithograph 8? 5+ inches 
By permission of P. & D. Colnaght & Co. 





JOHN COPLEY. Maponna protettTrice. No. 166 
Size of the original lithograph 13} x 10? inches 


By permission of P. & D. Colnaght & Co. 
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monochrome only, using a black ink and eschewing 
prints in different tones of brown or green, though he 
often varies the tone of the paper on which he prints. 
He has become convinced that the real strength of litho- 
graphy lies in its unlimited range of light and shade 
which can most aptly be represented by the extremes of 
solid black ink and white paper. Printing in colours is 
fascinating, both because of the skill required and the 
beauty of the colour, which is rolled on to the stone and 
therefore becomes pressed or squeezed out and has a 
purity and lightness allits own. At the same time there 
is much to be said against it on many grounds, and it is, 
indeed, difficult to find many masterpieces of Western 
graphic art printed or drawn in colours. It is apt to 
hide deficiencies and to reduce the value and strength 
of the lines of the composition. It may also be held to 
usurp the proper functions of oil, gouache and water- 
colour. The arguments for and against colour in litho- 
graphy are many and inconclusive, but at all events by 
far the greater number of successful prints done by 
Mr. Copley have been in a strong, pure black. However, 
two very interesting colour prints are A Tea Shop, 
already mentioned, and A Lavatory, both made in 1909, 
The latter represents a busy, hurried scene in some 
lavatory at a London Terminus where tired travellers 
from a night train may freshen themselves with a “ wash 
and brush up.”’ The quick movement of the men over 
the wash-basins or in front of the mirrors admirably 
conveys that spirit of bustle one always associates with 
an English railway station. 

Mr. Copley has not yet attempted regular portraiture, 
but none the less many of his subjects are definite por- 
traits, and his wife is charmingly drawn in many of the 
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Studies of 1914. Age is another portrait and an excep- 
tionally fine work. It recalls Rops’ art, but is greater 
than that master’s work, which is so macabre and so 
heartless with all its brilliance. Indeed, we may predict 
that Age is one of the few lithographic prints of the 
20th century which will hold its own in the company 
of the past and the future. It is to such a print as this 
that the young master of the lithograph in the future 
will turn as a guide and a light. Its simplicity brings 
conviction, its austerity a calm joy, and its insight a 
feeling of awe. With such a drawing to our credit we 
English need not hang our heads at the mention of 
Daumier, Gavarni and Toulouse-Lautrec. 

If we glance through Mr. Wright’s catalogue we shall 
probably be surprised at the dimensions of the prints. 
It is not at all unusual for Mr. Copley to exceed 20in. in 
the height or width of a drawing. The practical dis- 
advantages of this size are naturally many, and one 
wonders if in some cases a smaller scale would not have 
answered the purpose equally well. Such prints as 
The Gardener, Rome, The Fight, Hammermen, and The 
Vine House, measure at least 20in. and the content 
hardly seems to carry conviction on this scale. It is, 
of course, a moot point ; but in each some detail of little 
importance has to be fully drawn or else summarised, and 
in neither case is the result wholly successful. In such 
a print as The Gardener the wheelbarrow becomes un- 
pleasantly large. A wheelbarrow is an age-long piece 
of simple mechanism—perfect through its exact fulfil- 
ment of its use, and the lines are good, as in most agricul- 
turalimplements. The swing of a man’s body in turning 
out its contents is pleasant, but yet one feels the print 
has not “ come off,’”’ and this may well be on account of 
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JOHN COPLEY. Jesus RAISED ON THE Cross. No. 197 
Size of the original lithograph 16} x9 inches 
By permission of P. & D. Colnaght & Co. 


its large size. On the other hand such a print as A Man, 
although 21 #in. high, seems to be perfectly proportioned 
and has an amazing strength, again only to be matched 
by sculpture. 

A point worth the notice of collectors is the small 
editions that are almost invariably taken from the stone. 
A very usual number is 20 to 25 only, and very frequently 
even this number is not reached before the work is 
removed from the stone for ever. 

We have now only to make mention of the latest work 
of Mr. Copley. He has been residing for over a year in 
Italy, the country he knows and loves so well, and 
although at the time of writing no editions have been 
printed from the stones, we may confidently look for- 
ward to seeing many interesting prints before the end 
of the year, for an artist, if he is an artist, is never 
idle and Mr. Copley’s time has been well spent. His eye 
has been held and his mind has been permeated with 
the beauty of North Italy. The olive trees, the white 
walls, the golden sand, and the wonderful descendants 
of the Romans, all under the perfect sunlight of the 
Mediterranean have assuredly made a deep impression. 
Subject always to the tricks of the lithographic stone 
we may count on a series of more than a dozen prints 
which one hopes will still further enhance the reputation 
of this sincere and meditative artist. 
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